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in their location of a cause: at the root of literal or symbolic aggression toward women is a patriarchal, phallic power characterized as sadistic-whether the actual clinical perversion of sadism or the more socially normative voyeurism and fetishism inscribed in cinematic discourse itself. Male viewers in both cases are said to learn that sadistic mastery and aggression are acceptable, even "normal."
Female viewers, in contrast, are said to either take on these values or, more painfully, identify with their own suffering. My object in what follows is to examine the adequacy of these sadistic (and masochistic) explanations of viewing pleasure in the violence of sadomasochistic film and video pornography. Let us begin, then, with what seems an absolute "worst case" scenario.
The Case of Snuff
In 1975 rumors circulated in New York City that police had confiscated several underground films from South America containing footage of women who were killed on camera as the gruesome climax to sexual acts. Dubbed "snuff" films because the women engaged in sexual relations were "snuffed out" as they presumably reached climax, the possible existence of such works gave American feminists cause for new concern about the victims of above-ground cinema's "ontological pornography."
These fears were seemingly confirmed by the release, in the spring of 1976, of a feature-length commercial film with the very title Snuff. As one feminist writer in the influential antipornography anthology Take Back the Night puts it, Snuff "marked the turning point in our consciousness about the meaning behind the countless movies and magazines devoted to the naked female body.... It compelled us to take a long, hard look at the pornography industry. The graphic bloodletting in Snuff finally made the misogyny of pornography a major feminist concern." The only trouble with the revelations precipitated by Snuff (uncredited, 197 is that the film in question-though unquestionably violent and especially, if not exclusively, so toward women-does not strictly belong to the genre of pornography unless the fantastic special effects of exploitation horror films are included in its definition. The "long, hard look at the pornography industry" was really a rather cursory look at a related genre of "slice and dice" butchery. How such a film came to be the "turning point" in feminist thinking about the "misogyny of pornography" is therefore of some interest to a discussion of those "extreme" works of violent sadistic or masochistic pornography.
Snuff opens with two women on a motorcycle pursuing another woman who has made off with a cache of drugs. They capture her and put her in stocks, where she sits until a mysterious man to whom they all seem in thrall reprimands her.
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This man is a Charles Manson-style cult figure named SatAn who is preparing for an apocalyptic orgy of violence directed against the upper-class decadence of Montevideo. A film producer making an exploitation sex film is their first victim; a subplot involves the American actress who has come to play in the film. Satan and his female followers will eventually attack and kill the American actress, her husband, father-in-law, and friends while they engage in sexual adventures.
In the narrative of Snuff, then, an orgy of violence overtakes the film's softcore representation of an orgy of sex. The decadent upper classes are presented as involved in immoral profiteering in both sex (the unmade sex film) and violence (the father-in-law deals arms to both Arabs and Israelis). Satan proposes to purge the world of both forms of profiteering through his own ritual butchering of both sexes. In the film's penultimate bloodbath the deranged cult members act out Mansonesque murders that culminate in the stabbing of the now-pregnant American actress as she lies in bed.
The violence portrayed in the film is similar to that currently popular among adolescent audiences in exploitation horror films of exaggerated violence perpetrated against young women. In these "slasher" films, of which The Texas Chain Saw Massacre (Tobe Hooper, 1974 ) is often regarded as a key text, sexually disturbed males stalk and kill young female victims, achieving, along the way, a maximum visibility of blood and guts. In this genre, Carol J. Clover observes, "violence and sex are not concomitants but alternatives."'0 The human "monsters" of such films rarely rape; they more often kill, but killing functions as a substitute for rape. The violence is often presented as having its origins in unresolved oedipal conflicts-not surprising in a cycle of films that seems indelibly marked by Alfred Hitchcock's Psycho. Like pornography, the slasher film pries open the fleshy secrets of normally hidden things. As Clover notes, in the genre's obsession with maiming and dismemberment we see "in extraordinarily credible detail" the "'opened' body."" Today Snuff seems to be a variant of the slasher film, though its South A ican setting, postsynchronized dialogue, and focus on adult rather than teen-aged victims make it atypical. Yet an epilogue tacked on to the narrative of Satan's violence made some viewers at the time think otherwise: in this epilogue, after the pregnant actress is stabbed, the camera pulls back to reveal a movie set with camera, crew, and director. A "script girl" admires the director's work and tells him she was turned on by the scene. He invites her to have sex; she complies until she realizes that this scene, too, is being filmed. When she tries to pull away, the director grabs the knife from the previous scene, looks directly at the camera and says, presumably to the operator, "You want to get a good scene?" and proceeds to slice off first the woman's fingers, then her hand, and then the rest of her. The sequence culminates in the director cutting open the woman's abdomen, pulling out her inner organs, and holding them over his head in triumph while the sound 40 REPRESENTATIONS track mixes heavy panting with the beat of a throbbing heart. The organs seem to convulse. The image goes black as a voice says, "Shit, we ran out of film."
Another says, "Did you get it all?" "Yeah, we got it. Let's get out of here." No credits roll.
It was this coda of self-reflexive violence, arising on the very set of the exploitation horror and soft-core sex film that preceded it, that seemed to some viewers to live up to the generic promise of the film's title. The sequence is as heavily edited and replete with "medical FX" as any other instance of mutilation in thisor any other-horror film. Nevertheless, added signals of documentary evidence-the director's speech to and "look" at the camera, the indication of film "run out," the shocking transition from sex scene to violence-all operated to convince some viewers that if what they had seen before was fake violence belonging to the genre of horror, what they were seeing now was real (hard-core)
violence belonging to the genre of pornography.
Snuff, then, seemed an utterly sadistic perversion of the desire for visual knowledge of pleasure typical of more ordinary forms of the pornographic genre.'2 Understood this way, the "it" spoken by the male crew member in the film's last words ("We got it") could refer not only to the images photographed but to the death spasm as substitute for pleasure spasm, especially in the context of the hard-core genre's perpetual quest for documentary evidence of involuntary pleasure in female bodies that do not give as ready evidence of this pleasure as male bodies.
Immediately, petitions were signed and pickets were posted wherever the film played. But it soon became evident that Snuff was not "hard core." As the New York Times succinctly put it, "Nobody gets v6rit6 killed." The writer also pointed out a similar dismemberment in the Andy Warhol-Paul Morrissey Frankenstein that was "much more obnoxious."'3 The uncredited film turned out to be the work of the American husband-and-wife filmmaking team of Roberta and Michael Findlay.
Even before the mid-seventies rash of slasher films, the Findlays had been known for their low-budget exploitation violence and horror films featuring bizarre death scenes.'4 The portion of the narrative concerning "Satan" and his victims was recycled from Slaughter, a film the Findlays had shot in South America in 1971 without sound and to which they later added a sound track. At the time their low-budget horror effort was shelved. Later, amid publicity about the pos- Of cinema by the misuse of a natural cinematic realism to document obscene or violent realities-but also in the more sophisticated analyses arguing for cinema as perversion-that the very act of cinematic representation cultivates perverse tendencies in viewers.
That significant parallels hold between these two almost equally illegitimate, low-budget genres with particular appeal to male viewers is undeniable. As Clover notes, the slasher film can be seen "encroaching vigorously" on the pornographic'7-though precisely how remains to be examined. Snuff probably beca the "case" that it did because it did not, like the horror film, simply displace the sexual desires of characters onto violent acts; rather, its mix of soft-core sex and violence was more messy, interrupting expectations for pleasurable sex with violence and vice versa. Snuff, both the film and the idea, exists at the contradictory intersection of the spectacles of pleasure (generally assumed to be real in hardcore pornography) and pain (generally assumed to be faked in horror films).
It would be a mistake, therefore, to dismiss the issues raised by Snuff as a mere A second, more frequent use of on-screen violence in hard-core pornography is that limited to a single number-the extreme end of a range of numbers typical of contemporary hard core's "diff'rent strokes for diff'rent folks" ethic. These numbers-which I will call by the industry's name for them, sadie-max-occur in the course of the protagonist's wide-ranging search for new and better sex typical of the hard-core film once it expanded into feature-length narrative. A third category of violence occurs in films that I will call aesthetic sadomasochism. The works that use this form are often shot in the more expensive medium of film rather than video, and they self-consciously situate themselves within an elitist sadomasochistic literary tradition where rarefied sexual tastes are explored.
Although these films may also focus on prolonged scenes of sadomasochistic torture to the exclusion of all other sexual numbers, they differ from amateur sadomasochism in their comparatively high production values, professional acting, literary sources, and complex psychological narratives plumbing the nature of sexual identities. If the overwhelming effect of the violence in the amateur sadomasochism films is that it seems "real" in the Bazinian sense-it appears neither acted by the performers, nor faked in the editing-the overwhelming effect of the violence in aesthetic sadomasochism is that it is "art." is dying of a mysterious disease and wants to be killed by the hand of someone who loves him. Instead of loving her back, however, he coldly humiliates and degrades her in a manner similar to the degradation of 0 in The Story of 0: giving her up to the use of other men, telling her she is "not a woman" but "a cock sucker," initiating her into bondage and discipline. Though she continues to adore him, she gradually catches on to his plan to make her the instrument of his own destruction and, turning cold and inscrutable herself, finally shoots him.
Another and video pornographic fantasy than in these more mainstream cultural forms.
One reason has to do with taboos against male homosexuality that operate with special force in genres of visual pornography segregated according to heterosexual or homosexual address to viewers. In heterosexual pornography these taboos actively limit the sexual acts that can be deployed to solve the problems of sexuality introduced by these films.'9 In gay male pornography, however, where there is no heterosexual identity to maintain, male submissives occur frequently.
So although there are examples of male submission in heterosexual hard core, I
have avoided them in the examples given above in order to concentrate on the problem that most concerns feminists: the domination of women profferred as a form of pleasure to both the women depicted and to viewers.
How, then, can we define the pleasures of viewing the above films? Let me begin by trying to describe only the pleasures of a male, heterosexual audience.
The answer that feminists have most frequently offered is sadism-understood either in a general sense as a pleasure taken in the power of domination, or in a more specific sense as the sexual perversion that haunts masculine sexual identity 46 REPRESENTATIONS and animates a quintessentially masculine desire to see, to know, and to control.
To antipornography feminists, violent pornography offers the most representative instance of the essential sadism of the dominant power of patriarchy-men who "especially love murder" and who create "concentration camp pornography."20 To see a woman phallicly penetrated, bound, gagged, tortured, or (as presumably in Snuff) murdered for male sexual pleasure was tantamount to watching a real woman present in the viewer's own space-time continuum victimized by these outrages. To feminists in this camp the sexual violence is not only fictionally depicted, it is enacted on the bodies of women in a form that is as "hard core" as "meat" (industry slang for genital penetration) and "money shots"
(industry slang for visible ejaculation) are elsewhere in the genre. And if this enacted violence causes pain, then it would seem that viewers are asked to take a sadistic pleasure in the real suffering of real victims.
But the above description of sadistic pleasure in the suffering of others may not accurately describe the experience of watching a woman victim in a film tortured. For as we saw with Bazin, the medium definitively distances the viewer from the presence of the suffering, or the pleasure-experiencing, body. In Insatiable there are signs that at least some of the violence is enacted-the wax could be faked but the red marks visible in the unedited shots of spanking seem real. In another response, and one more likely in the example of amateur sadomasochism, the viewer could think that the performers are practicing submissives who enjoy their roles. Here too extratextual information-interviews or ads-may offer assurance that the actresses really "got into their roles" and enjoyed "doing it" for the camera. Marilyn Chambers, for instance, has given many interviews to this effect. were enacted behind the camera. They might then sadistically enjoy this evidence of her suffering, although there is also the possibility, in all the above cases, that they could pity the woman's "ordeal" and masochistically identify with her as well.
But as film and video viewers they cannot possibly determine the truth of this suffering from the evidence of the film alone. And this lack of definitive evidence is itself, arguably, part of a more oscillating pleasure between doubt and belief, sadism and masochism, characteristic of sadomasochistic pornography on film and video. For we cannot tell, just by watching, if the actress really enjoys the kiss, the porn actress really orgasms, or Lillian Gish's fingers really hurt. We can only see apparent evidence of pain or pleasure. As Elaine Scarry has shown with regard to political torture, power relies upon theatrical strategies of the display of instruments, elaborate questioning, and confessional answers achieved through the instrumentation of a torture that produces pain. But pain itself, like pleasure in the woman, offers no incontrovertible visual evidence of its truth since, despite the torturer's ability to produce it, he cannot know the world of pain.24
The male viewer's pleasure in scenes of domination and submission cannot be simply accounted for by assuming his identification with the whip-wielding torturer. Theories of cinematic visual pleasure have had much to say in recent years about the presumed dominance and sadism of the "male gaze" of cinema.
One influential strain of feminist, psychoanalytic film theory has argued that the "look" that governs cinematic narrative is founded on voyeuristic and sadistic male desires that treat women as exhibitionist objects, at best fetishizing their difference or at worst aggressively mastering their threat of difference through various forms of sadistic punishment. Thus all of the normalized perversions of dominant narrative cinema are, according to Laura Mulvey, E. Ann Kaplan, and others, defensive mechanisms-"avenues of escape"-for phallically threatened male viewers. 25 In this cinema as perversion view, the whole of the institution of cinematic narrative has been seen to be dominated either by sadism or by a sadistic interpretation of fetishism, what Mulvey calls "fetishistic scopophilia," defined as an erotic instinct focused on the look alone.26 According to this argument, visual pleasure for male viewers depends on an ability to disavow the difference of woman either through non-narrative fetishistic "overvaluations" of her body as glamorous object or by sadistic punishment proper. In both cases a male fear of castration becomes the cause of the objectification or aggressivity that are ultimately defenses against female difference.
As recent feminist film critics and theorists have begun to assert, however, Clover's analysis of the slasher movie suggests that there is often a more complex "play" of gender roles in films and fantasies than can be accounted for by an appeal to a sadistic "male gaze" or to a pre-oedipal masochistic merger. "Abject terror" is "gendered feminine," she writes, and it is a pleasure mixed with the In hard-core film and video the hero with whom the viewer is asked to identify is only rarely the male. Male activity and pleasure are generally taken for granted in hard core. In heterosexual pornography it is the female, in her mixed function of activity and passivity, who most interests the genre. This single fact of the female hero (versus heroine) deserves emphasis. Nonviolent hard-core por-
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In contrast, in sadomasochistic pornography the sexual female "victim/ heroes" survive, not by avoiding sexual pleasure but by being punished in it.
When the female victim cringes at the phallic power of the dominator, she gains a power over this dominator that resembles the momentary power of the slasher film's victim/hero. Yet while these slasher victim/heroes do not so much defeat the power of the phallus as take over its power in drag, in sadomasochistic film and video the woman engages in a more self-conscious strategy of role playing:
by playing the role of the "good girl," that is, by pretending to be good and coerced into sex, the woman who is tortured and punished by the phallic dominator gets the "bad girl's" pleasure. She gets this pleasure as if against her will and thus as if she were still a "good girl." Thus by pretending to succumb to the authority of the male double standard that condemns and punishes women for pleasure, she partially subverts the system; though she must pay obeisance to a system of value that condemns her for her pleasure, she does not forego pleasure altogether.
This question of women's pleasure-whether in the actual experience, the representation, or the fantasy of sexual submission-has been deemed unthinkable by many radical feminists, despite the fact that many women testify to experiencing such pleasure in their sexual relations, as readers and viewers and in fantasy. It would seem that in regarding film and video pornography emphasizing domination and submission that sadism is not the whole story even for the pleasure male viewers take in such representations. There is an obvious need to attempt to understand masochism for both men and women. The starting point for this understanding of masochistic pleasure for the woman depicted in the film and the woman viewer of the film must be that masochism is a strategy for negotiating pleasure from a position of relative powerlessness. Gilles Deleuze's study of literary masochism is a case in point. 39 Though an important reconsideration of masochism that clearly differentiates it from sadism, Deleuze assumes the subject of both sadistic and masochistic pornographies to be male. Women only figure in this theory of masochism as objects to male subjects: what the sadistic (male) subject desires is repudiation of the mother from whom he wishes to differentiate himself and acceptance by the father and phallic law; what the masochistic (male) subject desires is merger and fusion with the mother and subversion of the father's phallic law. What the female masochistic subject wants and how she gets it is left unexamined.
Deleuze argues that masochism has its genesis in the male child's alliance with the powerful oral mother of the pregenital stage. Here the child's fear is that he will lose the nurturing all-powerful figure of his initial oral gratifications. Instead of expelling his ego and punishing victims who represent this rejected ego (as the sadist does), he splits the ego into narcissistic and ideal halves and expels the superego, which will then assume the role of his torturer. Thus the male masochist disavows adult genital pleasure and his own similarity to the father because possession of the phallus prevents his return to an infantile sexuality and re-fusion with the oral mother.
Exaggerated masochistic suffering is like a show put on for the benefit of the superego; it disguises the masochist's complicity in the contracted alliance with his female torturer. This masochistic contract reverses the normal patriarchal order in which the woman is only an object. Although the woman torturer in this psychoanalytic formulation is only a player in a male fantasy, she is a player who exercises power over the man. Accounts of the pre-oedipal story behind mas-
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In all three types of sadomasochistic pornography described above-amateur, sadie-max, and aesthetic-violence invariably arises out of a contract between dominator and dominated. Although the physical violence may be extreme, its effect hinges upon careful timing, the suspense and anxiety of prolonged suffering, delayed consummations, surprise gestures of either cruelty or tenderness (the whipping of Anne followed by the careful tending of her wounds), frequent role playing, and inversions of hierarchies leading to confusion regarding who is really in power. Because women have so often been presumed not to have sexual agency, to be objects and not subjects of desire, masochism has often been taken as the "norm" for women under patriarchy-as if women only suffered the sexual pleasure of others. But we need to recognize the extent to which this "suffering" is also a performance to both self and others; for suffering in sex has not only been the way women have often experienced sex, it has also been the way women negotiate pleasure while submitting to patriarchal law. To a certain extent, then, and it is certainly important to see how this is more true for the male than for the female, masochism represents a subversion of this law, a devious act of defiance. No equivalent subversion is available to the female masochist, who, as Silverman notes, seems less perverse precisely because masochistic desires seem so culturally "natural" to the prescribed sexual passivity of female subjects. It would seem, on the surface at least, that for women masochism simply offers the "good girl" pleasures that are contingent upon either previous or accompanying punishments which absolve the supposedly desireless woman of responsibility and blame for pleasures she nevertheless enjoys.
Sadism and masochism can thus be viewed initially as (theoretically) separable, though related, perversions of the desire for recognition by an other; in sadism this other is the father, in masochism it is the pre-oedipal mother. Deleuze and Stoller argue that the two perversions are, in practice and in fantasy, rigorously separate. I am less convinced of this divisability, and of the attendant strict separation of male sexuality as active and female sexuality as passive.
I suggest that when a female spectator looks at a woman who submits to the power of another in a contractual sadomasochistic scenario, she may not identify with this woman as pure, passive victim any more than the male viewer of the slasher film identifies exclusively with the phallic, knife-wielding killer. Neither masochistic nor sadistic identification is absolute and exclusive of the other.44 For it is always clear in these scenarios that the tortured woman has contracted with another whom she trusts and to whom she will play the role of suffering woman.
Unlike our Snuff example, viewer identification with the suffering woman is not simply identification with pain, suffering, and negation-with being the object of someone else's desire or aggression. Nor is this identification solely with the woman who is tortured.
As Parveen Adams argues in a recent reconsideration of female masochism, this perversion should not be aligned with subordination, passivity, and femininity in fixed opposition to a sadistic superordination, activity, and masculinity. 45 Adams goes to the heart of how the female spectator might "identify" with the case, and in terms of masochism in general, Adams argues, is that he too rigidly assumed that identification-the very process by which subjects say "I am like him or her"-was linked to, and produced by, object choice-the process by which subjects say "I like him or her." Dora is both subject and object of the fantasy of oral gratification; she is, as Adams puts it, both sucker and sucked. Her bisexual identification with the various roles in the scenario is not limited by her male and female object choice.46
Given this play of bisexuality at the level of object choice and identification, Adams maintains that male and female subjects experience both a mother identification and a father identification between which they oscillate. Freud was "right in thinking that the positions of femininity, masculinity, perversion, can be defined through the subject's relation to the phallus" but "wrong in thinking that these positions can be defined in terms of the oscillatory pairs. Oscillation is movement between; Adams's lesson about the importance of oscillation would seem to be that there is no such thing as pure masochistic fusion with the object of identification for male or female masochists. Thus one answer to the question of how the female spectator identifies with the scenario in which the female masochist is tortured is, first of all, that she does not only and exclusively identify with the woman who is beaten. She may also, simultaneously, identify with the beater or with herself as onlooker. And even if she did only identify with this woman, she might identify alternately or simultaneously with her pleasure and/ or her pain. The woman viewer of sadomasochistic pornography may be in closer "contact" with the suffering of the female victim/hero, but she is not condemned, as Mary Ann Doane has argued with respect to the woman viewer of classic women's films, to lose herself in pure abandonment, pain, or pre-oedipal merger.48
The crucial point is not to subsume one gender-inflected form of desire or pleasure within another but to see how they interrelate. Nor is it to argue an equality of the two perversions. There seems no question that phallic power and sadistic mastery dominate: the father is the one with ultimate power. But it is also clear Power, Pleasure, and Perversion 55 that there are elements of an active subjectivity at work in masochism, that masochism is a perversion whose passivity has been overestimated.
The mere presence of violence in pornography does not mean that the representation is essentially sadistic, nor does it mean that it cannot proffer pleasure to female viewers. Feminists must, I believe, recognize that the representations of violence that have generated so much heated discussion in debates about pornography are enjoyed by male and female spectators alike who, owing to their different (but not rigidly fixed) gendered identifications and object choices, find both power and pleasure in identifying not only with a sadist's control but also with a masochist's abandon. For all of the reasons outlined thus far, it seems to me preferable to employ the term sadomasochistic when describing the fantasies that inform these films. While still problematic, the term at least keeps in play the oscillation between active and passive, male and female subject positions rather than fixing one pole or the other as the essence of the viewer's experience. At the same time, it does not allow us to forget where ultimate power lies.
Since masochism is such a "norm" for female behavior under patriarchy, it would seem that the utopian component in such pornographic fantasies-of escape from the usual constraints on power and pleasure-would be less in evidence for women than for men. Of interest in this "revolution" is the process by which female readers began to reject a politically unacceptable powerlessness in the unconscious masochism of earlier romance heroines and to recognize that the original form of the genre held a submerged sadistic pleasure in the suffering of the hard phallic male who, although he couldn't show it, was underneath, as Modleski puts it, "grovelling, grovelling, grovelling."53 The expression of this suffering now seems to be a necessary ingredient in the make-up of the genre's male heroes, who must give ample evidence of their feminine and masochistic "vulnerability" before they can truly be sexy and earn the woman's love.54
As female readers of mass-market romance came to recognize the politically unacceptable masochistic self-deceptions of the genre's heroines, they began to demand new fictions in which men would be more like women and women more like men. Narratives with female heroes knowingly engaged in sadomasochistic games of power and pleasure with more "vulnerable" male love objects began to appear. I believe that something akin to this more self-consciously aware mixture of active and passive roles occurs in sadomasochistic film pornography as well.
To examine this possibility, let us return to some of our examples of aesthetic sadomasochism.
In The Story of Joanna the aristocratic male dying of a mysterious disease at first seems cruel and sadistic to the woman he initiates into rituals of domination.
Jason's secret vulnerability, and we see Joanna's secret pleasure in her humiliation. At the end their roles are reversed: Joanna has become the cold dispenser of punishment, Jason is her victim. In a "confused" middle section of the film before this reversal, however, a remarkable scene occurs that suggests the extent to which fixed sexual identities can be upset by the play of sadomasochistic pleasures.
Jason, who has not been feeling well, receives a massage from his butler.
Gradually, and without Jason's asking for it, the butler's massage turns into fellatio. Jason is naked and supine; the butler, who has previously performed sexual acts with Joanna at Jason's bidding, is fully clothed and shows no evidence of sexual arousal himself. Jason's only activity is to place his hand on the butler's shoulder. The act is not continued to orgasm.
This male-to-male fellatio is quite exceptional in feature-length heterosexual pornography. Why does it occur here? Possibly the greater bisexuality and role playing involved in sadomasochistic scenarios permits the admission of such a scene. Up until this point in the film, Jason has been in absolute control. But his desire is not the sadist's desire to seek control by annihilating the woman who represents the woman in himself. Rather, it is the sadomasochistic desire to use his initial control to place himself into the power of another, to be "released into abandon by another who remains in control," as Jessica Benjamin puts it.55
For the male viewer, identification with either participant in such a scene threatens conventional heterosexual male identity perceived as mastery and control-hence the rarity of these scenes in hard-core films. Yet it is precisely this propensity to upset fixed forms of heterosexual identity organized around phallic mastery-here taken to an extreme-that it is important to understand in sadomasochistic pornography. The Story ofJoanna does not subvert phallic mastery, but it does play with it. Jason remains the true power in the narrative, even though his power lies, perversely, in his ability to get Joanna to destroy him.
In The Punishment of Anne, our final example of aesthetic sadomasochism, the dominated Anne would seem to offer a female figure who encourages "pure" masochistic overidentification with a female victim. Jean's description registers a tension between the knowledge of artifice and the contrary belief in its reality, a tension that is the essence of the masochist's dramatic exhibition of suffering in secret pursuit of pleasure. Jean's final appreciation of Claire's skill as a photographer, as well as the play of glances between them as Claire watches Jean's excitement at the images she has made, indicates her control of the scene, her power to manipulate his desire so as to please them both.
But the film holds in store the revelation of the more complex and indirect route of Claire's desires. We get a hint of these desires when we infer that Claire includes a photo of herself-a hand masturbating a pubis-with those of Anne, and when she breaks with her role of cold, inscrutable manipulator to become momentarily embarrassed and nervous when Jean asks if these photos are of another woman. The film will teach us that this substitution of her "image" for that of Anne is her indirect route to pleasure, and that her present, temporary, role as sadist is part of a larger picture of sadomasochistic manipulation of appearance and desire.
Deleuze's claim that the masochist expels "his" superego and then casts it in the role of his torturer seems to apply here to Claire's expulsion of the torturer in herself. This part is assigned to Jean, who learns to play it to perfection. The by an "other," the desire for merger, transcendence through suffering-these are the qualities shared to different degrees by all the sadomasochistic films discussed in this essay. In each, the solution to the problem of the protagonist's desire is to yield to the more powerful other, and at some point the dominator invariably claims to recognize the dominated in his or her way of taking pleasure. It is for this pleasure that the dominated one is tortured, and it is in this torture that he or she finds, perversely-but perhaps more self-knowingly than in forms of unconscious masochism such as the pre-"revolutionary" romance fiction-yet more pleasure.
The rise of sadomasochism in the full variety of its forms may very well indicate some partial, yet important, challenges to patriarchal power and pleasure.
In the genre of film and video pornography, S/M's emphasis on oscillating positions over strict sexual identities, and its extension of sexual norms to include sadomasochistic play and fantasy, suggest a regime of relative differentiations over absolute difference. Some of the apocalyptic force of much sadomasochistic pornography undoubtedly derives from these challenges to phallic laws that 60 
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Like the slasher film, sadomasochistic pornography is still caught up in the cultural law that divides the "good" girls from the "bad." The slasher film kills off the sexually active "bad girls," treating them as the victim/heroines who cannot save themselves, and reserves heroic action to the sexually inactive "good girl" victim/heroes. Sadomasochistic pornography, in contrast, combines the "good"
and "bad" girl into one person. Where the passive "good" girl still needs to prove to the audience of the superego that her orgasms are not willed, the active "bad" girl is the author and director of the spectacle of coercion designed to fool the superego, and part of her pleasure lodges in the very fact that this superego knows she enjoys it.
This essay has attempted to go part of the way toward an understanding of the pleasures available to male and female viewers of these sadomasochistic sexual The most important of these is the assumption that violent pornography has increased over the years when there is no evidence that it has. In fact, studies show that since 1977 there has been a decrease in the depiction of sexual violence in pornography in general. Donnerstein et al. note, for example, that content studies of X-rated versus R-rated films show far more violence against women in the R-rated films, citing a study by T. S. Palys that found more "egalitarian" and "mutual" sexual depictions in X-rated films than in R-rated ones (90, 173). They conclude that concern about violent pornography has been overstated in such a way as to overlook more troubling combinations of nonpornographic depic-
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